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µ$QGUp&KpQLHU¶V³'HUQLqUHVSRpVLHV´$QLPLVPDQG7KH7HUURU¶ 
 
Abstract: 
 
6WDUWLQJIURPWKHSUHPLVHWKDW$QGUp&KpQLHU¶V poetry is fundamentally pantheist in nature, 
this article identifies animism as one of its most important modes of expression. The 
pantheist belief structures and animist dynamic also inform his final poems written during the 
Terror (1793-1794). Yet in this psychologically constraining and physically violent world, 
WKH\SURGXFHDGHHSO\µXQFDQQ\¶RIWHQEHVWLDO, vision of the Revolution and its actors. What 
LVPRUHH[FHSWLRQDOLVWKDWWKLVDQLPLVPDOVRLQVSLUHVWKHILJXUHRIWKH-DFRELQV¶XQZDYHULQJ
enemy, a figure at once of Aristotelian magnanimity and implacable animosity towards the 
UHYROXWLRQDU\UHJLPH&KpQLHU¶VODVWSRHPs WKXVLQVWLWXWHDFRUUHFWLYHµMXVWLFH¶WRWKH
perceived abuses metHGRXWE\WKH-DFRELQV¶ executive and judicial systems. They do so, 
PRUHRYHUE\DSSURSULDWLQJWKHUHYROXWLRQDULHV¶RZQSHUIRUPDWLYHDQGQRPLQDWLYHVSHHFK
acts, making Chénier a poet-OHJLVODWRUSDUDGR[LFDOO\FORVHLQFKDUDFWHUWR5RXVVHDX¶VP\WKLF
law-giver in Du contrat social. 
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Nineteenth-century critics and readers were frequently tempted to portray the poet André 
Chénier as an unreconstructed Hellenist, barely touched by late eighteenth-century French 
civilization. As Arsène Houssaye colourfully put it in 1845µ$QGUp Chénier est un Grec né 
vers la quatre-vingt-VHSWLqPHRO\PSLDGH>«@LOQ¶HQIDXWSDVGRXWHUWRXWHVWJUHFWRXWHVW 
païen, tout est antique chez André &KpQLHU¶1 2QDILUVWUHDGLQJ&KpQLHU¶V verse would seem 
to bear this observation out: his poems are riddled with dense and varied allusions to the 
cultures of antiquity. Yet, as Francis Scarfe has remarked, unlike some contemporary poets, 
VXFKDV-DFTXHV'HOLOOHRU3RQFH'HQLVeFKRXFKDUGµ3LQGDUH¶/HEUXQ&KpQLHULVQRWJLYHQWR
simple neoclassical posturing.2 His engagement with antiquity was not only erudite, it was 
also emotional; his prolific use of classical references was part of a concerted attempt to 
articulate beliefs and affects in the manner of the ancient Greeks. Philosophically, this would 
VXJJHVWWKDWIDUIURPEHLQJWKHµDWKpHDYHFGpOLFHV¶RIV\PSDWKHWLFSRVW-revolutionary 
recollection, Chénier is in fact a confirmed pantheist.3 For him the natural world was suffused 
with the divine spirit; humankind, creatures, trees and stones, the elements, all partook of this 
omnipresent numinous force.4 In this sense, Greek polytheism provides the poetic 
declensions of his pantheist vision: Zeus, Diana, Hercules, Hermes, Thetis et al are just so 
PDQ\µPRGHV¶RIH[SUHVVLQJDQGERG\LQJIRUWKWKHGLYLQHVSLULW&UXFLDOO\WRRXQOLNH
                                                          
1
 Arsène Houssaye, Poètes et philosophes (Paris: Charpentier, 1845), p. 198. Cited in André Chénier: le miracle 
du siècleHG&DWULRQD6HWK3DULV3UHVVHVGHO¶8QLYHUVLWp3DULV-Sorbonne, 2005), p. 205.  
2
 )UDQFLV6FDUIHµ,QWURGXFWLRQ¶LQAndré Chénier: Poems, ed. Francis Scarfe (Oxford: Basil Blackwell, 1961), 
pp. vii, xvii. 
3
 Charles Augustin Sainte-%HXYHµ3RqWHVHWURPDQFLHUVPRGHUQHVGHOD)UDQFH/,,&KrQHGROOp¶La Revue des 
Deux Mondes, II, 1 June 1849, pp. 717-71 (p. 737). For the vagaries of attribution of this mot, see Géraud 
9HQ]DFµ$QGUp&KpQLHU³$WKpHDYHFGpOLFHV´"¶&DKLHUVGHO¶$VVRFLDWLRQLQWHUQDWLRQDOHGHVpWXGHVIUDQoDLVHV, 
10:10 (1958), 200-210. 
4
 6HHHVSHFLDOO\KLVQRWHVIRUWKHXQILQLVKHGSRHPµ+HUPqV¶µ,OIDXWPDgnifiquement représenter la terre sous 
O¶HPEOqPHG¶XQJUDQGDQLPDOTXLYLW>«@GDQVOHFKDRVGHVSRqWHVFKDTXHJHUPHFKDTXHpOpPHQWHVWVHXOHW
Q¶REpLWTX¶jVRQSRLGVMais quand tout cela est arrangé, chacun est un tout à part et en même temps une partie 
GXJUDQGWRXW>«@4XDQGODWHUUHIRUPDOHVHVSqFHVDQLPDOHVSOXVLHXUVSpULUHQWSDUSOXVLHXUVFDXVHVj
GpYHORSSHU$ORUVG¶DXWUHVFRUSVRUJDQLVpVFDUles organes vivants secrets meuvent les végétaux, minéraux et 
WRXWKpULWqUHQWGHODTXDQWLWpG¶DWRPHV de vie qui avaient [sic@HQWUpGDQVODFRPSRVLWLRQGHFHOOHVTXLV¶pWDLHQW
GpWUXLWHVHWVHIRUPqUHQWGHOHXUVGpEULV¶>KLVLWDOLFV@$QGUp&KpQLHU¯XYUHVFRPSOqWHV, ed. Gérard Walter 
(Paris: Gallimard, 1950), pp. 406-07. All subsequent references are to WKLVHGLWLRQ7KHPHQWLRQKHUHRIµDWRPHV
GHYLH¶PLJKWVXJJHVWD/XFUHWLDQDWRPLVPEXWWKHRYHUULGLQJFRQFHSWLRQRIKRZWKHVHSXOVHVRIOLIHLQIXVHDQG
suffuse the universe is organicist and animistic). 
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+RXVVD\H¶VUHGXFWLYHUHDGLQJRIWKHSRHW¶VZRUOGYLHZ&KpQLHU¶VSDQWKHLVPLVQRWMXVW
exclusively or narrowly Hellenist in inspiration. Elisabeth Quillen has claimed that, from his 
VFKRROGD\VRQZDUGVWKHSRHW¶VWKRXJKWLVHTXDOO\LQIRUPHGE\KLVH[SRVXUHWRWKH
philosophy of seventeenth- and eighteenth-century English free-thinkers, including John 
Toland, author of a scandalous Pantheisticon (1720).5 We could add that, insofar as 
pantheism posits a universe animated by a single manifoldly expressed life-force, it also 
FDUULHVHFKRHVRIWKH*HUPDQFKHPLVW*HRUJ6WDKO¶VµDQLPLVP¶DQGHYHQPRUHVRRI3DXO
-RVHSK%DUWKH]¶VµYLWDOLVP¶FHQWUHGRQWKHQRWLRQRIDµSULQFLSHYLWDO¶FRPPRQWRDOOOLIH-
forms.6 ,WLVQRFRLQFLGHQFHWKHQWKDW&KpQLHU¶VVKDSH-shifting gods, shepherds, nymphs and 
QDLDGVLQKLVµ%XFROLTXHV¶DUHWKHFRQWHPSRUDULHVRI$QWRLQH0HVPHU¶VDOO-pervasive 
µPDJQpWLVPHDQLPDO¶7 7KLVPDNHVWKHSRHW¶VSDQWKeism not so much simply mythological as 
mythopoeic: it constructs a mythical universe of its own just as much as it borrows from 
HVWDEOLVKHGFODVVLFDOVRXUFHV,WWKXVFKDQQHOVZKDW0DULDGR5RViULR3RQWHVKDVFDOOHGµOH
pouvoir démiurgique de la parole popWLTXH¶LQRUGHUWRDUWLFXODWHµXQHpoésie de la nature qui 
REOLJHUDjHQWUHYRLUVRXVODPXOWLSOLFLWpGHVIRUPHVQDWXUHOOHVODVHFUqWHXQLWpGX7RXW¶8 
This sense of an all-SHUYDVLYHZRUOGVSLULWLVDOVRNH\WR&KpQLHU¶VFRQFHSWLRQRIWKH
creative procesV,QKLVµeSvWUHVXUGes ouvrages¶IRULQVWDQFHWKHSRHWLVSUHVHQWHGDVD
                                                          
5
 (OLVDEHWK04XLOOHQµ/¶LGpHGHOLEHUWpGDQVOD SHQVpHHWODSRpVLHG¶$QGUp&KpQLHU¶Neohelicon, 1:3-4 (Sept 
1973), 351-63 (p. 352). 
6
 *HRUJ(UQVW6WDKO¶VPDLQLGHDVRQDQLPLVPDUHVXPPHGXSLQKLVTheoria medica vera (1708). On this subject, 
see Jacques Roger, The Life Sciences in Eighteenth-Century French Thought, trans. R. Ellrich (Stanford CA.: 
Stanford University Press, 1997), pp. 343-)RU%DUWKH]¶VYLWDOLVPVHHKLVNouveaux éléments de la science 
GHO¶KRPPH (MontpelOLHU-HDQ0DUWHOO¶DvQpVHHDOVR$QQH&9LODEnlightenment and Pathology: 
Sensibility in the Literature and Medicine of Eighteenth-Century France (Baltimore, MA.: Johns Hopkins 
University Press, 1998) and Roselyne Rey, Naissance et développement du vitalisme en France de la deuxième 
moitié du XVIIIe siècle à la fin du premier empire, SVEC 381 (Oxford: Voltaire Foundation, 2000). 
7
 The best study on Mesmer is probably still Robert Darnton, Mesmerism and the End of the Enlightenment in 
France (Cambridge, Mass.: Harvard University Press, 1968). Interestingly, Gérard Walter suggests that 
&KpQLHU¶VGUDPDWLFIUDJPHQWµ/HV&KDUODWDQV¶DOOXGHGWR0HVPHUDQG&DJOLRVWUR6HH¯XYUHVFRPSOHWHV, pp. 
573-78, 942. 
8
 0DULDGR5RViULR3RQWHVµ$QGUp&KpQLHUHWODSRpVLHFRVPRJRQLTXH¶Repositório Aberto da Universidade do 
Porto (1993), 163-77 (p. 169, her italics). See: http://hdl.handle.net/10216/7968 
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smelter in a foundry, casting his verse in diversely running rivulets of fiery inspiration. 
Subsequently, however, his model reverts to the classical: 
 
-HP¶DEUHXYHVXUWRXWGHVIlots que le Permesse 
Plus féconds et plus purs fit couler dans la Grèce; 
Là, Prométhée ardent, je dérobe les feux 
'RQWM¶DQLPHO¶DUJLOHHWGRQWMHIDLVGHV'LHX[(p .159) 
 
Creator and creature, poet and poems are no longer separate entities: they interpenetrate one 
DQRWKHU+HLPELEHVSRHWLFZDWHUVµMHP¶DEUHXYH¶DQGPRUHVWULNLQJO\VWLOOSLFWXUHVKLPVHOI
DVDEXUQLQJ3URPHWKHXVµ3URPpWKpHDUGHQW¶QRWMXVWDWKLHIRIILUHEXWDEOD]HZLWKWKHYHU\
element he has stolen and with which he sparks life in both humans and gods. As he writes in 
µ/¶,QYHQWLRQ¶ µO¶kPHHVWSDUWRXWODSHQVpHDGHVDLOHV¶S 126): this poetic fire or animating 
spirit is protean and omnipresent, neither reducible to brute materialism nor divisible in the 
manner of Cartesian dualism. It thus accommodates wonderfully the seamless 
PHWDPRUSKRVHVZKLFKDERXQGLQ&KpQLHU¶VZRUNJRGVXVXUSLQJDQLPDOIRUPKXPDQV
transformed into animals and vice versa, satyrs spying on streams transfigured into naiads, 
etc. It is also operative in morHVXEWOHZD\VDVZKHQROG+RPHU¶VVRQJPDNHVWKHEUDQFKHV
VZD\WRLWVFDGHQFHVLQµ/¶$YHXJOH¶S 46), or when the lamented young lovers of the 
µ%XFROLTXHV¶DQGWKHµÉlégies¶GRQRWVRPXFKGLHDVEHFRPHRQHZLWKWKHDQLPDWHIOXLG
elements of air, water or wind which continue to carry their voice or speak their name (e.g., 
µ1p UH¶SS 10-$WWKHKHDUWRI&KpQLHU¶VSDQWKHLVPWKHUHLVDSURIRXQGO\DQLPLVWSRZHU
7KLVDQLPLVPLVEHDXWLIXOO\FLUFXPVFULEHGLQWKHFORVHGDWHPSRUDOZRUOGRIWKHµBucoliques¶
5 
 
LWLVLPDJLQHGDVDQLUUHVLVWLEOHFUHDWLYHGULYHLQGLGDFWLFSRHPVVXFKDVµ/¶,QYHQWLRQ¶RU
HQYLVDJHGDVDQKLVWRULFDOO\HQOLJKWHQLQJIRUFHLQWKHXQILQLVKHGµHermès¶<HWP\SULQFLSDO
contention here is that this same pantheist vision, and especially this same animist power, 
become dangerously volatile, reversible and terrifying in the uncharted, increasingly violent 
world of the Revolution. This is acutely the case in the everyday psychopathology of the 
Terror. 
$V6LJPXQG)UHXGPDGHFOHDULQKLVHVVD\RQWKHµ8QFDQQ\¶>µ'DV8QKHLPOLFKH¶@
ZKHQYLROHQWGHVWDELOL]LQJUHDOLW\WKUXVWVXVEDFNLQWRZKDWKHFDOOVWKHµROGDQLPLVWLF
FRQFHSWLRQRIWKHXQLYHUVH¶WKHLQDQLPDWHRUPHFKDQLFDOFRPHVDOLYHMXVWDVOLYLQJEHings 
appear as statues, waxworks, machines or the walking dead.9 ,QRWKHUZRUGVWKRVHµDQLPLVWLF
EHOLHIVRIFLYLOL]HGSHRSOH¶ORQJWKRXJKWWRKDYHEHHQµVXUPRXQWHG¶10 return with 
hallucinatory force and transform our view of the world around us. In the atavistic mental 
XQLYHUVHRIWKH7HUURUWKLVZRXOGVXJJHVWWKDW&KpQLHU¶VDQLPLVPLVYLVLWHGLQVLVWHQWO\
troublingly and fully on revolutionary Paris, its politicians and its people. Here his familiar, 
classical pantheism returns in dangerously unfamiliar, threatening guise. 
$QHDUO\UHYROXWLRQDU\LQVWDQFHRIWKHSRHW¶VDQLPLVWLFYLVLRQRFFXUVZKHQVWDWXDU\
DSSHDUVWRFRPHWKULOOLQJO\WROLIH7KLVLVDVRUWRIµ3\JPDOLRQ¶PRPHQWZKLFKLVQRWLQLWVHOI
darkly menacing. Indeed, it forms part of a paean to new artistic freedoms made possible by 
the political regeneration of 1789 and specifically concerns the painter, Jacques-Louis 
'DYLG¶VHSLFDWWHPSWWRFDSWXUHRQFDQYDVWKHµ6HUPHQWGX-HXGH3DXPH¶RUWKHVROHPQ
oath sworn collectively by the deputies of the self-appointed national assembly to remain 
                                                          
9
 6LJPXQG)UHXGµ7KH³8QFDQQ\´¶LQArt and Literature. Penguin Freud Library, vol 14 (London: Penguin, 
1990), pp. 335-76 (p. )UHXGJRHVRQWROLVWµDVHYHUHGKHDG¶DPRQJWhe manifestations of the Uncanny 
ZKLFKGUDZRQµLWVSUR[LPLW\WRWKHFDVWUDWLRQFRPSOH[¶S 366). 
10
 )UHXGµ7KH³8QFDQQ\´¶S 372. 
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together until they had provided France with a new constitution. This poem, one of only two 
SXEOLVKHGLQ&KpQLHU¶VOLIHWLPHDFFODLPV'DYLG¶VDUW 
 
/DSDOHWWHRIIUHO¶kPHDX[UHJDUGVHQLYUpV 
Les antres de Paros de Dieux peuplent la terre. 
/¶DLUDLQFRXOHHWUHVSLUH(QSRUWLTXHVVDFUpV 
6¶pODQFHQWOHPDUEUHHWODSLHUUH(p. 166) 
 
The poem thus begins with the inert materials of art brought to life by the revolutionary demi-
urge channelled by David. Of course, as is well known, the poem subsequently becomes 
much more ambivalent about the political and social forces unleashed by the Revolution, 
warning in particular of the dangers of untrammelled popular rule. In this much, it prefigures 
the living statuary, the µPDUEUHVYLYDQWV¶S 183), fleetingly evoked in the first stanza of 
&KpQLHU¶VµOde à Versailles¶ZULWWHQLQWKHODWHVXPPHURI<HWLIWKLVSRHPVHHPVPRUH
of a sombre reflection on the once glorious royal parks, now abandoned to a poet-ORYHU¶V
melancholy, its final stanza in particular brings crashing back into this elegiac universe all the 
horrors of violent revolution. In its last lines, the grounds of Versailles are thus suddenly 
overrun, invaded by a spectral crowd of victims murdered by the JacoELQ5HYROXWLRQµ-¶\
YRLVHUUHUO¶RPEUHOLYLGH'¶XQSHXSOHG¶LQQRFHQWVTX¶XQWULEXQDOSHUILGH3UpFLSLWHGDQVOH
FHUFXHLO¶S 185). We have moved from wistful living statues to the dreadful walking dead; 
and the intervening poetic refuges of a deserted SDODFHDQGDORYHU¶VIDQF\IDLOWRHVWDEOLVK
any real or imaginative distance from the turmoil of revolution in nearby Paris, depicted here 
DVDZRUOGRIODZOHVVDEMHFWLRQEHVWFDSWXUHGLQWKDWRQHDGMHFWLYHµOLYLGH¶2QWKHEDVLVRI
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an alternative reading to the one undertaken here, it would be interesting to see whether a 
FDVHFRXOGEHPDGHIRUWKH5HYROXWLRQDQGHVSHFLDOO\WKH7HUURUWLSSLQJWKHµFODVVLFDO¶
Chénier in the contemporary Gothic).11 
µ/¶2GHj9HUVDLOOHV¶ZDVZULWWHQDWPRUHRUOHVVWKHVDPHWLPHDVSROLWLFDOµ7HUURU¶
ZDVGHFODUHGWREHµjO¶RUGUHGXMRXU¶6HSWHPEHU,QWKLVLQFUHDVLQJO\DQ[LRXV
FOLPDWHDVHQVHRIKLVWRULFDOSHUVSHFWLYHLVRIWHQHIIDFHGLQ&KpQLHU¶VSRHWU\ZLWKFODVVLFDO
references clashing with revolutionary allusions. A superb Greek past and a sordid French 
present come ever more antagonistically to life in the same verses. A striking example of this 
is the consonance which both couples and contrasts Paros, the ancient Greek island famous 
for its pure white marblHDQG3DULVKHDYLQJKRWEHGRILQVXUUHFWLRQDVVRFLDWHGLQ&KpQLHU¶V
ODVWSRHPVZLWKRYHUIORZLQJWLGHVRIEORRGDQGILOWK,QKLVµ,DPEH,9¶12 Paros is 
VXSHULPSRVHGRQ3DULVVRWKDWWKHVFXOSWRU¶VGD]]OLQJZKLWHOLNHQHVVHVRIPHQDQGJRGVVWDQG
as stark rHEXNHVWRWKHµQRLUs LYURJQHVGHVDQJ¶S QXPEHUHGDPRQJWKHSRHW¶VZUHWFKHG
revolutionary contemporaries. What is more, Chénier also finds on Paros an alternative poetic 
model: not the impassive sculptor, but the embittered ancient Greek satirist, Archilocus, 
author of mocking-jolting iambics. Consequently, Paros is superimposed on Paris a second 
time, resurrected not in sculpted stone now but in crafted words, in the scathing, satirical 
iambic form in which Chénier couches his unrelenting denunciation of his Jacobin enemies. 
2QHRIWKHPRUHGLVTXLHWLQJIHDWXUHVRIWKHµXQFDQQ\¶DV)UHXGQRWHGZDVLWV
reversibility, its highly unstable signifying power capable at any moment of an instant 
                                                          
11
 $QLQLWLDOFRQVLGHUDWLRQKHUHPLJKWEHWKRVHPRPHQWVLQ&KpQLHU¶VODVWSRHPVZKHUHWHUURUVSLOOVRYHULQWR
horror, depicting lugubrious prisons as charnel-KRXVHVDQGHYHQ-DFRELQVDVµYDPSLUHV¶S 190); or where 
classical satire gives way to self-portraits of a poet defiant in his scornful, brooding solitude. 
12
 7KHQXPEHULQJRI&KpQLHU¶Vµ,DPEHV¶KHUHIROORZV:DOWHU,WGLIIHUVPDUNHGO\IURP6FDUIH¶VQXPEHULQJRIWKH
µ,DPEHV¶LQKLVHGLWLRQRI&KpQLHU¶VVHOHFWHGYHUVH6FDUIHDOVRVXJJHVWVWKDW:DOWHULJQRUHGDQRWHOHIWE\WKH
SRHWZKLFKZRXOGLQGLFDWHWKDW:DOWHU¶Vµ,DPEH9¶µ,OVYLYHQWFHSHQGDQWHWGHWDQWGHYLFWLPHV¶LVLQIDFWWKH
SUHOXGHRURSHQLQJOLQHVWRµ,DPEH,9¶6HH6FDUIHAndré Chénier: Poems, pp. 141-42. 
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LQYHUVLRQWRPHDQLWVRSSRVLWHDVµKHLPOLFK¶VLJQLILHVµXQKHLPOLFK¶WRR13 &KpQLHU¶VDQLPLVWLF
poetry of the Terror is peculiarly attuned to these alternating currents of meaning. A horrible 
H[DPSOHRIWKLVPLJKWEHIRXQGLQKLVµ,DPEH9,¶SUREDEO\FRPSRVHGLQ)HEUXDU\-March 
1794, decrying the mass drowning of up to 4000 suspected counter-revolutionaries in Nantes 
by the merciless représentant-en-mission, Jean-Baptiste Carrier.14 The boatloads of naked, 
chained innocents scuttled in the freezing Loire estuary represent the haunting return of the 
tried-and-tested poetic topos of the drowned beauty or shipwrecked fisherman depicted in a 
QXPEHURI&KpQLHU¶Vµ%XFROLTXHV¶DQGµeOpJLHV¶&ODVVLFDOSRHWU\EHFRPHVLQDQLQVWDQW
UHYROXWLRQDU\µDQWL-SRHWU\¶DV)UDQFLV6FDUIHFDOOVLW15 (OVHZKHUHLQKLVµ,DPEHV¶DQDQLPLVWLF
reversibility of meaning produces a gruesome travesty of his earlier pastorals, where 
shepherds are now indifferent to the bloody plight of their flock; and children that might have 
merrily played with lambs eat them wiWKRXWDIXUWKHUWKRXJKWµ,DPEH 9,,¶S 192). Worse 
VWLOOVKHSKHUGVWKHPVHOYHVDUHQRZSHQQHGOLNHVKHHSWREHWULHGE\µGHVMXJHVWLJUHV¶µ,DPEH 
9,,,¶S 193), whose judgement is a foregone conclusion. Like many other instances of 
human-DQLPDOPHWDPRUSKRVHVLQ&KpQLHU¶VSRHWU\RIDQG794, the debasement of men 
into beasts implicitly informs another important metaphor employed both by the Jacobins and 
against them, namely, that of cannibalism.16 
                                                          
13
 )UHXGµ7KH³8QFDQQ\´¶SS-45. 
14
 7KHGHDWKWROOLQWKHµ1R\DGHVGH1DQWHV¶LVZLGHO\GLVSXWHG$ODLQ*pUDUGGUDZLQJRQ figures given by 
nineteenth-century historians hostile to the Revolution, cites as many as 4860 victims. See his La Vendée: 1789-
1793 (Paris: Éditions Champ Vallon, 1993), p. 287. 
15
 6FDUIHµ,QWURGXFWLRQ¶S xxiii. 
16
 6HHµ,DPEH9,,¶µ0LOOHDXWUHVPRXWRQs, comme moi,/ Pendus aux crocs sanglants du charnier populaire,/ 
6HURQWVHUYLVDXSHXSOHURL¶S RU&KpQLHU¶VGHVFULSWLRQRI&DUULHUDQGKLVLONµ4XLPDQJHERLWURWHGX
VDQJ¶S 191). For the range of revolutionary discourses on human-animal imagery and the cannibal metaphor, 
see Antoine de Baecque, /H&RUSVGHO¶KLVWRLUH0pWDSKRUHVHWSROLWLTXH-1800) (Paris: Calmann-Lévy, 
1993); and From the Royal to the Republican Body in Seventeenth- and Eighteenth-Century France, ed. Sara E. 
Melzer and Kathryn Norberg (Berkeley, CA.: University of California Press, 1998). For specific instances of 
WKHVHGLVFRXUVHVVHH2OLYLHU5LW]µ0HWDSKRUVRISRSXODUYLROHQFHLQWKHUHYROXWLRQDU\GHEDWHLQWKHZDNHRI
(GPXQG%XUNH¶LQRepresenting Violence in France 1760-1820, ed. Thomas Wynn (Oxford: Voltaire 
Foundation, 2013), pp. 35-47; and Béatrice Didier on René--DFTXHV+pEHUW¶VLe Père Duchesne, in Écrire la 
Révolution 1789-1799 (Paris: Presses universitaires de France, 1989), pp. 114-15. 
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<HWLISUHGDWRU\SDFNVµFHWWHKRUGHLPSXUH¶S DQGSDVVLYHKHUGVµWURXSHDX
lâche et sDQVkPH¶S IHDWXUHLQ&KpQLHU¶VSRHPVZULWWHQGXULQJWKH7HUURUDQRWKHU
human-animal transformation is highly individual: that of the man-monster. Marat is the 
VXSUHPHFDVHLQSRLQWKHUH,QKLVµOde à Marie-Anne-Charlotte Corday¶&KpQLHU 
VXFFHVVLYHO\GHSLFWVµO¶DPLGXSHXSOH¶DVµUHSWLOH¶µQRLUVHUSHQW¶µWLJUH¶DQGµPRQVWUH¶SS 
178-180). While his murderess lives on in imagined Greek choruses of praise and in brilliant 
statuary, Marat rots horribly in death just as he had crawled and slithered in life. Corday is 
returned to pure spirit; Marat condemned to foul matter. This is less an inadvertent return to a 
Cartesian dualism of material body and immaterial soul than the representation of the 
pantheist life-force drawn in two diametricaOO\RSSRVHGGLUHFWLRQVWKHµILOOHJUDQGHHW
VXEOLPH¶S WHQGVWRZDUGVWKHSXUHHWKHURIDQLGHDOZKHUHDVµFHEULJDQGIDURXFKH¶
(p.179) drags everything into the mire. If anything, this distinction of two contrasting 
animations of the world-spirit prHILJXUHVWKHµV\VWqPHGHO¶kPHHWGHODErWH¶ZKLPVLFDOO\
GHYHORSHGLQ;DYLHUGH0DLVWUH¶VVXEWO\FRXQWHU-revolutionary Voyage autour de ma chambre 
(1795).17  
,QDQHODERUDWLRQRQWKLVEHVWLDOGHSLFWLRQRI0DUDW&KpQLHU¶Vµ,DPEH,,¶18 has 
Jacques-Pierre BriVVRWZKRPWKHSRHWDOVRGHVSLVHGJLYHDQLPDJLQDU\DFFRXQWRI0DUDW¶V
GHDWKZLWQHVVLQJWKHGHPDJRJXH¶VVRXOH[KDOHIURPKLVERG\<HWKLVVRXOSURYHVLQFDSDEOH
of transcending vile, material form: 
 
                                                          
17
 Xavier de Maistre, Voyage autour de ma chambre (Paris: Flammarion, 2003), p. 52. See also Gilbert Durant, 
µ/HYR\DJHHWODFKDPEUHGDQVO¶°XYUHGH;DYLHUGH0DLVWUH¶Romantisme, 2:4 (1972), 76-89; and David 
0F&DOODPµ;DYLHUGH0DLVWUHDQG$QJHORORJ\¶LQ(Re-)Writing the Radical: Enlightenment, Revolution and 
Cultural Transfer in 1790s Germany, Britain and France, ed. Maike Oergel (Berlin: De Gruyter, 2012), pp. 
239-250. 
18
 7KLVµ,DPEH¶LVRIWHQVXEWLWOHGµ0DUDWDX3DQWKpRQ¶VHH6FDUIHAndré Chénier: Poems, p. 98), and is 
LQGLFDWLYHRIWKHZD\LQZKLFKWKHSDQWKHLVW&KpQLHULVSDUWLFXODUO\VWXQJLQWRZULWLQJE\WKH-DFRELQV¶
FODPRURXVYXOJDUDQGIUHTXHQWO\UHYLVHGµSDQWKpRQLVDWLRQV¶ 
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>%ULVVRW@'LWDYRLUYXGDQVO¶DLUG¶H[KDODLVRQVLPSXUHV 
Un noir nuage tournoyer, 
Du sang, et de la fange, et toutes les ordures 
Dont se forme un épais bourbier;  
(WVRXWLHQWTXHF¶pWDLWODVDOHHWYLODLQHkPH 
Par qui Marat avait vécu. (p. 188) 
 
Ultimately, this is no metamorphosis at all: in death Marat simply reveals himself to be what 
he has always been ± a lumpen, earthbound monster. He is not a man who has become a 
VQDNHEXWDVQDNHZKRKDVEHHQGLVJXLVHGDOOWKHZKLOHDVDPDQ7KHGLVVHPEOLQJµ*RGV¶
KDYHEHHQIRXQGRXWE\&RUGD\¶VEROGDQGIDWDONQLIH-thUXVWµ4XDQGG¶XQKRPPHjFH
PRQVWUHLOVGRQQqUHQWOHVWUDLWV¶S &KpQLHU¶VDQLPLVWYLVLRQRIPDQ-monsters is far 
from exceptional here, recalling in particular the unforgiving pen-SRUWUDLWVRIµPRQVWUHVj
ILJXUHKXPDLQH¶VNHWFKHGLQ/RXLV-Sébastien 0HUFLHU¶VLe Nouveau Paris (1798-1799) where 
the human and animal are merged in disturbing assimilations of a Marat-bird or a 
Robespierre-cat.19 The chain of signifiers is superseded here by the man-animal ± one might 
VD\WKHµKXPDQLPDO¶± symbol, this is the Revolution mythologized in monstrous emblems or 
troubling hieroglyphs.20 
                                                          
19
 Louis-Sébastien Mercier, Le Nouveau Paris (Paris: Mercure de France, 1994), pp. 790-91: µ5REHVSLHUUH
UHVVHPEODLWLOHVWYUDLjXQFKDWVDXYDJH0DUDWjXQRLVHDXGHQXLW>«@¶6HHDOVR'DYLG0F&DOODPµ´0RQVWUH
jILJXUHKXPDLQH´SRUWUDLWVGHVUpYROXWLRQQDLUHVGDQVLe Nouveau Paris de Louis-6pEDVWLHQ0HUFLHU¶LQLe 
Mâle en France 1715-1830: Représentations de la masculinité, ed. Katherine Astbury and Marie-Emmanuelle 
Plagnol-Diéval (Bern: Peter Lang, 2004), pp. 219-31. 
20
 )RU&KpQLHU¶VIDVFLQDWLRQZLWKKLHURJO\SKVDQGKLVDOOXVLRQVWRWKHPLQµ+HUPqV¶VHHWKHKLJKO\
deconstructionist articOHE\(6%XUWµ&UDFNLQJWKH&RGH7KH3RHWLFDODG3ROLWLFDO/HJDF\RI&KpQLHU¶V
³$QWLTXH9HUVH´¶Yale French Studies, 77 (1990), 210-242. 
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In these poems written during the Terror, animism concerns almost exclusively the 
animalistic. Yet in the face of this pervasive animality, Chénier does not abandon his 
pantheist bHOLHIVEXWDWWHPSWVWRUHFODLPWKHFRPPRQµVRXO¶RUanima that he shares, despite 
himself, with the most base and brutal of his contemporaries. He does this in a double 
movement. Firstly, he celebrates those individuals who stand out from the herd, those nobler 
persons great of soul, the magnanimous ± possessing magna anima ± whether Ancients like 
EOLQG+RPHUWKHµVDJHPDJQDQLPH¶S 44), or the fearless enemies of the Jacobins like 
&KDUORWWH&RUGD\ZKRVHµODQJDJHVLPSOHHWPDJQDQLPH¶S 180) confounded her scheming, 
SHWW\LQWHUURJDWRUV$QGLQZKDWLVJHQHUDOO\UHJDUGHGDVKLVILQDOµ,DPEH¶RIWHQVXEWLWOHG
µ&RPPHXQGHUQLHUUD\RQ¶&KpQLHULQWLPDWHVWKDWKHµO¶KRQQrWHKRPPH>«@YLFWLPHGH
O¶RXWUDJH¶LVDOVRRIWKLVQXPEHUKHZKRµ'DQVOHVFDFKRWVSUqs du cercueil,/ Relève plus 
DOWLHUVVRQIURQWHWVRQODQJDJH%ULOODQWVG¶XQJpQpUHX[RUJXHLO¶S 194). What better 
SDUDSKUDVHIRUWKLV$ULVWRWHOLDQVHQVHRIPDJQDQLPLW\PLJKWWKHUHEHWKDQµXQJpQpUHX[
RUJXHLO¶"21 $IXUWKHUµYHUVpSDUV¶FRSLHGLQKLVPRWKHU¶VKDQGDQGSUHVHUYHGDWWKH
Bibliothèque municipale de Carcassonne, attempts to federate yet further those great of soul 
DJDLQVWWKHEDOHIXO-DFRELQUHJLPHJLYLQJFROOHFWLYHH[SUHVVLRQWRWKHSRHW¶VELWWHUVROLWDU\
resistance: 
 
Tu dors, ô mon genie! 8Q'LHXW¶DSSHOOHDFFRXUV 
Éveille-toi. La vie échappe; et de nos jours 
Il ne reste après nous que ces heures sublimes 
                                                          
21
 Aristotle, The Ethics of Aristotle, trans. J. A. K. Thomson (London: Penguin Books, 1959), pp. 120-26. This 
FKDSWHUGHDOVZLWKWKH*UHHNµPHJDORSVXFKLD¶RU/DWLQµPDJQDQLPLWDV¶$VWKHWUDQVODWRUQRWHVµ,WLVQRW
PDJQDQLPLW\LQWKHPRGHUQVHQVHEXWVRPHWKLQJOLNH³MXVWLILDEOHSULGH´¶S 120). 
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[Où dans] la sainte ardeur de nos chants magnanimes 
'¶XQLQYLQFLEOHDFLHUQRWUHF°XUUHYrWX 
A terrassé le crime et vengé la vertu. (p. 595) 
 
However, as I have suggested, there is a second part to this movement to reclaim the 
soul or anima from those bestial contemporaries who have debased it and dragged it into the 
gutter. For Chénier does not only celebrate greatness of soul or magnanimity; he also draws 
on the Latin root of the term to valorize an implacably just animosity towards the bloody 
Jacobin regime.22 This animosity is nowhere more expressive than in the vengeful, 
embittered, but no less noble and austere, iambics that redirect AUFKLORFKXV¶VFODVVLFDOLUHDQG
indignation.23 The iambic form is perfectly suited to this task. Unlike the balanced 
DOH[DQGULQHFRXSOHWVRIWKHµBucoliques¶RUWKHµÉlégies¶WKHFODVVLFDOLDPELFKDVD
hastening-halting metre, alternating lines of alexandrines and octosyllables, which, as James 
Petterson has pointed out, mimics and mocks the slow rise and swift fall of the guillotine 
blade.24 ,QGHHGWKHJXLOORWLQHLVDSULYLOHJHGLQWHUORFXWRULQ&KpQLHU¶VLDPELFYHUVH,QWKH
atavistic, animist universe of the Terror, it is little wonder that the dreadful and dreaded 
PDFKLQHLWVHOIFRPHVWROLIH%XWLWGRHVPRUHWKDQWKDWLQ&KpQLHU¶VSRHWU\WKHJXLOORWLQHLQ
LWVDQLPDWHGLQFDUQDWLRQVDVµJLEHW¶S DQGµKDFKH¶SS 192-93), speaks. And its word is 
a performative speech act. When it addresses ± or as Louis Althusser would say, when it 
                                                          
22
 Le Petit Robert (Paris: Dictionnaires Le Robert, 1994), p. 85, inGLFDWHVWKDWWKHWHUPµDQLPRVLWp¶GHULYHVIURP
WKHORZ/DWLQµDQLPRVLWDV¶DQGWKDWLQWKHILIWHHQWKDQGHYHQVL[WHHQWKFHQWXU\LWVWLOOUHWDLQHGDPHDQLQJRI
µFRXUDJH¶ 
23
 6FDUIHFLWHVDPDQXVFULSWQRWHLQZKLFK&KpQLHUGHVFULEHV$UFKLORFXV¶VLDPELFVDVKDYing a power that was 
PRUHWKDQMXVWWKHYLFLRXVIORXULVKRIDµVDW\ULTXHDPHUHWLQJpQLHX[¶LWZDVUDWKHUµSXUHWDXVWqUHIpFRQGHW
YDULpGDQVOHVSHQVpHVILHUHWYUDLGDQO¶H[SUHVVLRQJUDYHHWpOHYpGDQVOHVW\OH¶André Chénier: Poems, p. 
136).  
24
 See James Petterson, Poetry Proscribed: Twentieth-Century (Re)Visions of the Trials of Poetry in France 
(Lewisburg, PA: Bucknell University Press, 2008), p. 72. 
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µKDLOV¶RUµLQWHUSHOOH¶25 ± its victims in the name of the state, they are struck dead on the spot. 
To be called by the guillotine is to be called to die; with each death LWSURFODLPVµ,DP¶LQWKH
QDPHRIWKHRQHDQGLQGLYLVLEOHVWDWHMXVWDVLWHQVXUHVDWWKHVDPHWLPHWKDWLWVYLFWLPV¶
YRLFHOHVVQHVVDQGGLVPHPEHUHGERGLHVVLJQLI\µ,DPQRORQJHU¶7KLVLVWKHGLVFXUVLYH
G\QDPLFRIWKHIDWDOµDSSHOQRPLQDO¶S 188) LPDJLQHGLQµ,DPEH,,¶,QLWLDOO\WKLVVSHHFKDFW
constituted a means of public vote with each speaker asked to pronounce his personal verdict 
before the assembly, as at the trial of Louis XVI in the Convention.26 Yet, in the Terror, as in 
&KpQLHU¶VSRHWU\WKHµDSSHOQRPLQDO¶LVPRUHUHDGLO\DVVRFLDWHGZLWKWKHGUHDGHGSULVRQUROO-
call of names of those to be carted off and tried the same day. It is the awful question on the 
SULVRQHUV¶OLSVHDFKWLPHWKHSULVRQGRRUFUHDNVRSHQLQµ,DPEH9,,,¶µ4XHOOHVHUa la proie/ 
4XHODKDFKHDSSHOOHDXMRXUG¶KXL"¶S 193). 
From a more general point of view, the asymmetry of the iambic form also replicates 
WKHIXQGDPHQWDOLPEDODQFHRISRZHUH[SUHVVHGLQ&KpQLHU¶VYHUVHRQRQHVLGHWKH-DFRELQ
state, its judicial and executing machines, its mob and violence; on the other, the poet, his 
apparent powerlessness and lone voice. Yet Chénier remains consistently clear: Jacobin law 
is a mob-HQIRUFHGVKDP)URPKLVILUVWLDPELFVWKHSXEOLVKHGµ+\PQHDX[6XLVVHVGH
Châteauvieux¶SS 164-66) of April 1792, he denounces the travesty of the legal process that 
can fête Swiss mercenaries who had mutinied against army orders and shot the national 
guards who had come, in the name of the law, to quash their violent revolt. That the 
merFHQDULHV¶UHOHDVHRFFDVLRQHGDZDYHRI-DFRELQGHPDJRJXHU\LQWKHLUKRQRXURQO\
confirmed Chénier in his opinion that there can be no true liberty where there is no legality. 
In his poetry he appeals instead to a Montesquieu-LQVSLUHGQRWLRQRIµMXVWLFH¶WKat comes 
                                                          
25
 6HH/RXLV$OWKXVVHUµ,GpRORJLHHWDSSDUHLOVLGpRORJLTXHVG¶eWDW1RWHVSRXUXQHUHFKHUFKH¶ in Positions 
(1964-1975) (Paris: Les Éditions Sociales, 1976), pp. 67-125. 
26
 See Anne Simonin and Corinne Lechevanton-*RPH]µ/¶DSSHOQRPLQDOXQHWHFKQLTXHSRXUODGpPRFUDWLH
extrême (1789-"¶Annales historiques de la Révolution française, 357 (juillet-septembre 2009), 67-101. 
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before any specific rule of law, one which is a fortiori more legitimate than the abusive 
-DFRELQOHJLVODWXUHRIµ&HVERXUUHDX[EDUERXLOOHXUVGHORLV¶S 194).27 This is a philosophical 
conception of justice drawing on the Natural Law tradition of the late seventeenth and early 
eighteenth centuries. It posits an inherent sociability in mankind driving it to unite for mutual 
aid and comfort against threats that would overwhelm and destroy the individual. Justice is, 
LQDVHQVHWKHµQDWXUDO¶H[SUHVVion of this communal living when the common good takes 
SUHFHGHQFHRYHUSULYDWHLQWHUHVWV0RQWHVTXLHXDOVRFDOOVLWµpTXLWp¶DQGµYHUWX¶28 and no 
GRXEW&KpQLHUKDVLQPLQGWKLVFRQFHSWLRQRIµYHUWX¶LQKLVODVWµ,DPEH,;¶± µ7RL9HUWX
SOHXUHVLMHPHXUV¶ (p. 195) ± as a deliberate means of reappropriating a value that the 
Jacobins, and Robespierre in particular, sought incessantly to incarnate.29 ,QGHHGµ-XVWLFH¶LV
likewise personified and apostrophized in the same poem (p. 194). Yet if the poet appeals to a 
primitive sense of justice which precedes the grotesquely perverted forms of legal process 
instituted in the Terror, he also imagines a future rule of wise and just laws which will come 
to pass after the Jacobin regime has been definitively overthrown. This is most clearly 
DUWLFXODWHGDVWKHVHFXODUL]HGODVWMXGJHPHQWFDOOHGµSRVWpULWp¶30 an ultimate enlightened 
redress projected into the future, and a vision shared by many impotent victims of the Terror. 
)RULQVWDQFH0DGDPH5RODQG¶VMémoires, hastily penned in prison in late summer 1793, 
                                                          
27
 &KpQLHU¶VUHDGLQJRI0RQWHVTXLHXHPHUJHVPRVWFOHDUO\IURP his Essai sur les causes et les effets de la 
perfection et de la décadence des lettres et des arts, which Walter dates to the whole period 1780-1790. Its 
prefatory rHPDUNVZHUHILUVWSXEOLVKHGSRVWKXPRXVO\DVDODUJHIUDJPHQWLQ&KpQLHU¶V¯XYUHVFRPSOqWHV of 
1819, before being reconstituted in more definitive form by Abel Lefranc in the Revue de Paris in 1899. See 
especially the Essai¶VFKDSWHURQµ'HVORLV¶¯XYUHVFomplètes, ed. Gérard Walter, pp. 628-32. 
28
 See, for instance, Charles-Louis de Secondat de Montesquieu, Lettres persanes (Paris: Garniers Frères, 1960), 
Lettre 83, pp. 174-76. 
29
 For an excellent recent study of the concerted attempts of revolutionaries to embody public virtue, see Marisa 
Linton, Choosing Terror: Virtue, Friendship, and Authenticity in the French Revolution (Oxford: Oxford 
University Press, 2013).  
30
 6HHµ,DPEH,9¶µ4XHGHVSDVVDQWVSOHLQVGHWHVYHUV/HVVLqFOHVO¶DYHQLUTXHWRXWHODQDWXUH&ULHjO¶DVSHFW
GHFHVSHUYHUV+RXOHVYLOVVFpOpUDWVOHVPRQVWUHVOHVLQIkPHV¶(p. RUµ,DPEH,;¶µ0DLVTXRL1XOQH
UHVWHUDLWGRQFSRXUDWWHQGULUO¶KLVWRLUH6XUWDQWGHMXVWHVPDVVDFUHV"¶S 195). 
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VXEWLWOHKHUUHODWLRQRIUHYROXWLRQDU\HYHQWVIURP$XJXVWDVDQµDSSHOjO¶LPSDUWLDOH
SRVWpULWp¶31 
:KDWKRZHYHUPDUNVRXW&KpQLHU¶VODVWSRHPVIURPRWKHUYHKHPHQWGHQXQFLDWLRQV
of the Jacobin regime of 1793-1794 is their systematic, persistent redeployment of the 
UHYROXWLRQDULHV¶RZQGHDGO\UKHWRULFDOGHYLFHVDJDLQVWWKHP+HWXUQVWKH-DFRELQV¶VSHHFK
DFWVEDFNRQWKHP$V-DFTXHOLQH0LOOQHUSXWVLWµKLVZRUGVDWWHPSWWRGR>WRKLVSHUVHFXWRUV@
what has been doQHWRKLP¶32 For instance, he appropriates the nominative function of the 
7HUURU¶VIDWDOUROO-FDOORUµDSSHOQRPLQDO¶FDOOLQJRXWWKRVHZKRDUHPRVWZRQWWRGHQRXQFH
RWKHUV0DUDW&ROORWG¶+HUERLV%DUqUH+HPDNHVKLVRZQSRHWLFVSHHFKDFWVH[SOLFLWO\
performative too. A lot of his poems in this period enact what their words describe, making 
SRHWLFHQXQFLDWLRQWKHYHU\IRUPRIWKHLUGHQXQFLDWLRQRIWKHUHYROXWLRQDU\JRYHUQPHQWµ/D
SDWULHDOOXPHPDYRL[¶S µ$XSLHGGHO¶pFKDIDXGM¶HVVD\HHQFRUPD O\UH>«@¶S 193). 
At their extreme of verbal violence, his verses inflict what they depict. Thus, he asks 
UKHWRULFDOO\ZLOOQRRQHHOVHUDLVHWKHLUYRLFHDJDLQVWWKHVHDEKRUUHQW-DFRELQµEULJDQGV¶
µ3RXUFUDFKHUVXUOHXUVQRPVSRXUFKDQWHUOHXUVXSSOLFH"¶S 195) In response to the 
JXLOORWLQHWKDWDSSHDUVDWRQFHWRQDPHDQGNLOO&KpQLHU¶VZRUGVDVSLUHWRDVLPLODUSK\VLFDO
efficacy, likened frequently to deadly weaponry, specifically to arrows and whips. The whip 
in particular recalls those wielded by the so-FDOOHGµ0DVWLJRSKRUHV¶FKDUJHGZLWKUHVWRULQJ
public order in ancient Greece when the people were running amok during drunken 
IHVWLYLWLHV,Qµ,DPEH,,¶HYHQDVKHVDUFDVWLFDOO\KDLOV0DUDW¶VREVHTXLRXV-DFRELQ
champions, Chénier takes a new sobriquet for himself, becoming the caustically satirical 
µFLWR\HQ$UFKLORTXH0DVWLJRSKRUH¶S 189). His is now the whip-KDQGUDLVLQJµOHWULSOHIRXHW
                                                          
31
 See Marie-Jeanne Phlipon Roland, Mémoires, ed. C. A. Dauban (Paris: Plon 1864), pp. 186-87. 
32
 -DFTXHOLQH0LOOQHUµ$QGUp&KpQLHU¶V$VWRQLVKLQJ5HYROXWLRQDU\/DQJXDJHLQWKH³,DPEV´¶Dalhousie 
French Studies, 57 (Winter 2001), 10-24 (p. 20). 
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OHIRXHWGHODYHQJHDQFH¶S 195), a lash wielded mercilessly, as though revenge were the 
only primitive form of justice left in barbarous, lawless times. 
,QVKRUW&KpQLHU¶VSRHWU\LQWKH7HUURUSULYLOHJHVQRPLQDWLYHDQGSHUIRUPDWLYHVSHHFK
acts. The lyrical outdoes the speciously legal by resorting to the same discursive devices, yet 
doing so with more vigoXUDQGDSORPEZLWKPRUHµJUHDWQHVVRIVRXO¶RQHPLJKWVD\7KXV
Jacobin accusers are accused, villainous sans-culotte juries sworn out rather than in, and 
FRUUXSWMXGJHVMXGJHGµ&¶HVWXQSDXYUHSRqWH>«@4XLVHXOFDSWLISUqVGHODPRUW>«@
Dénonce DX[MXJHVLQIHUQDX[&HVMXJHVFHVMXUpVTXLIUDSSHQWO¶LQQRFHQFH+pFDWRPEHj
OHXUVWULEXQDX[¶S 190). We arrive at the paradoxical situation of hearing a prisoner lay 
down the law and condemn without any right of appeal those who claim the authority to try 
DQGMXGJHKLP7KHYHU\LPSRWHQFHRIWKHSRHW¶VVLWXDWLRQHPSRZHUVKLP$VDSULVRQHUZKR
knows he is about to die, he is able to speak from the impregnable position of imagining that 
he were already dead.  
In the last two years of his life, then, Chénier becomes a poet-legislator who arrogates 
WRKLPVHOIYLDKLVSRHWU\WKHUROHWKDW5RXVVHDX¶VP\WKLFDOµ/pJLVODWHXU¶RFFXSLHVLQDu 
contrat social.33 (This is also, incidentally, the transcendent function that Robespierre sought 
to confer on his revolutLRQDU\GHLW\DWWKH)rWHGHO¶ÇWUH6XSUrPHRQ-XQH34 In order 
WRKDQGGRZQMXVWLFHWRWKHSHRSOH5RXVVHDX¶VLPDJLQDU\ODZ-giver has to find a voice that is 
neither that of the magistrate nor the sovereign. He must appeal to another order of authority 
ZKLFKLQYDULDEO\OHDGVKLPWRLQYRNHWKHµ*RGV¶RIRQHWUDGLWLRQRUDQRWKHU$V5RXVVHDX
puts it: 
                                                          
33
 Jean-Jacques Rousseau, Du contrat social, ou principes de droit politique, in &ROOHFWLRQFRPSOqWHGHV°XYUHV, 
17 vols (Geneva: 1780-1789), I, pp. 232-37. Consulted online, 22 November 2014: 
http://www.rousseauonline.ch/pdf/rousseauonline-0004.pdf 
34
 See Caroline Weber, Terror and its Discontents: Suspect Words in Revolutionary France (Minneapolis, MN: 
University of Minnesota Press, 2003), p. 102. 
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&HWWHUDLVRQVXEOLPHTXLV¶pOqYHDX-dessus de la portée des hommes vulgaires est celle 
dont le Législateur met les décisions dans la bouche des immortels, pour entraîner ceux 
que ne pourrait ébranler la prudence humaine.35 
 
In contrast to demagogues, charlatans and rabble-rousers whose dominance derives from 
ZKLSSLQJXSWKHIHYHULVKSDVVLRQVRIDPRPHQW5RXVVHDX¶V/HJLVODWRUPXVWHPEHGKLVODZV
in a deeperPRUHGLVSDVVLRQDWHµVDJHVVH¶$IWHUDOOµLOQ¶DSSDUWLHQWSDVjWRXWKRPPHGHIDLUH
SDUOHUOHV'LHX[¶36 And, crucially, at this point where Rousseau has in a sense rolled the 
poetic and legislative functions into one ± their shared power to speak with the voice of the 
Gods ± KHRIIHUVXSQRRWKHUJXDUDQWHHRIWKH/HJLVODWRU¶VXQLTXHDELOLW\WRGRVRWKDQKLV
JUHDWQHVVRIVRXOµ/DJUDQGHkPHGX/pJLVODWHXU¶KHZULWHVµHVWOHYUDLPLUDFOHTXLGRLW
SURXYHUVDPLVVLRQ¶37 In this much at least, the mythical law-giver and the unjustly 
LPSULVRQHGSRHWDUHRQHDQGWKHVDPHµKRPPHMXVWHHWPDJQDQLPH¶S 185). 
Hence in his final poems, Chénier achieves a sort of paradoxical poetic empowerment 
± one might even say a poetic apotheosis, in light of his pantheism. It is a transformation that 
KHKDGDOUHDG\GHVFULEHGPRVWEHDXWLIXOO\LQRQHRIKLVHDUO\µBucoliques¶PRGHOOHGRQD
SDVVDJHLQ2YLG¶VMetamorphoses. In this verse, he relates the swift sublimation of Hercules 
from mortal to god.38 With a little licence the words could also apply to the pantheist poet 
climbing the steps to the guillotine: 
                                                          
35
 Rousseau, Du contrat social, p. 236. 
36
 Rousseau, Du contrat social, p. 236. 
37
 Rousseau, Du contrat social, p. 236. 
38
 It is a further historical irony that Hercules became a virile Jacobin icon in the Terror, and in more 
WUDQVFHQGHQWIRUPZDVDOVRSUHVHQWDWWKH)rWHGHO¶ÇWUH6XSUrPHDWRSDODUJHFROXPQRQWKHDUWLILFLDOPRXQWDLQ
raised as an altar in the Champ-de-mars from which Robespierre addressed the crowds. See Warren Roberts, 
Jacques-Louis David, Jean-Louis Prieur, Revolutionary Artists: The Public, The Populace, and Images in the 
French Revolution (New York: SUNY Press, 2000), pp. 305-07. 
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,OPRQWH>«@ 
$WWHQGVDUpFRPSHQVHHWO¶KHXUHG¶rWUHXQ'LHX 
Le vent souffle et mugit. Le bûcher tout en feu 
Brille autour du héros; et la flamme rapide 
3RUWHDX[SDODLVGLYLQVO¶kPHGXJUDQG$OFLGHS 27) 
 
In holding true to his pantheist worldview, Chénier invests his depictions of the 
Revolution in 1793-1794 ± its monstrous demagogues, killing machines and sheep-like 
victims ± with an animism privileging a horrible bestiality. In this much, he was far from 
unusual, as is evidenced by the tremendous outpouring of phantasmagorical re-imaginings of 
the Terror in its immediate aftermath. However, what does set Chénier apart is that this same 
animism also breathes life into the figure of the heroic poet-legislator, a person, or rather 
persona, great of soul but also moved by a just animus against the Jacobin state and its 
grotesque perversions of the law.39 In his final poems, then, Chénier recuperates WKH-DFRELQV¶
own rhetoric, even possibly their own Rousseauist archetype of a law-giver, the better to 
condemn and damn them beyond all possibility of appeal. 
 
                                                          
39
 7HUPVVXFKDVµDQLPXV¶DQGµSHUVRQD¶LQWKLVVWXG\DUHLQWHQGed to be understood in an everyday sense; they 
do not allude to the concepts of the same name in Jungian psychology. Having said that, an alternative Jungian 
reading of Chénier and the Terror could prove interesting, considering, for example, Charlotte CorGD\¶VLPSXWHG
PDVFXOLQLW\RUµDQLPXV¶LQWKHRGHGHGLFDWHGWRKHU  
